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Abstract 
 A family in a country village is tested and torn apart by their own religious 
fanaticism. A young shoemaker, Eynaud (Matty Oaks), has to stand up against 
conformity after his sick wife, Çyska (Caroline Duncan), is put through an extreme 
ordeal by her parents due to their religious beliefs. 
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 I think Seek Another Land is parable-like. It takes place in an unspecified 
place and time.The characters are dealing with societal norms that perhaps the 
viewer can relate within one form or another regardless of the time, place or 
culture. I think this is a simple story about ordinary human beings in a world that 
is far more complex and bigger than they are. 
– Phillip Leteka 
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Origins 
After completing Seek Another Land in May of 2017, I looked back at all the 
different phases of its journey in terms of what it could or could not have been. I 
was amazed at how different the final film was from anything else that I thought it 
was going to become – or at least my idea of the meaning of a ‘thesis film’.  It was 
also interesting to me that this story, as it is today, almost did not come into being 
at all as I was initially exploring other ideas. There certainly was a lot of growth 
and re-discovery throughout the entire process. 
When I came to graduate school back in 2014, I was a bit nervous about what 
the future was eventually going to look like for me – in terms of storytelling and 
making films. Most of my fears emanated from the fact that I did not have that 
much experience in filmmaking before graduate school. I felt like catching up with 
the rest of the class was going to be a bit of a mission. A couple of short films that I 
had made before then were not close to anything good. It was for this reason that I 
felt the need to begin developing ideas for what might eventually become my thesis 
film. I was under the impression that a thesis film had to show a certain kind of 
utter maturity in student filmmaking – or perhaps in filmmaking in general.  
I watched a few extraordinary thesis short films at the High Falls Film 
Festival in the fall of 2014. These were films made at other film schools (other than 
at Rochester Institute of Technology) throughout the country. I was blown away by 
some of the work that I saw and then I started thinking to myself “oh boy! If you 
don’t make something quite as good as this or even better, then you are barely going 
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to survive in this field”. When I returned from the festival I started looking around 
for ideas. It was hard. I failed dismally. Perhaps I came at it with the wrong 
mentality. I gave up – at least for a while. 
In the summer of 2015, just a little less than six months before proposing my 
thesis idea, I thought of maybe writing a story that would be set in the countryside 
in my home country of Lesotho. At that point, I had been searching for so long but 
could not come close to anything that resonated with me in this new environment 
(the United States) that I was to work within. My screenwriting professor from first 
year of graduate school, Johannes Bockwoldt advised that perhaps I try sticking to 
stories that were more personal or write about incidents that I knew really well. 
The rural, rustic, countryside sort of a setting became quite significant from 
the onset regardless of whatever story I was going to end up telling. I felt like 
getting the atmosphere right for an environment like that would not be a problem 
at all as I grew up and have lived most of my teenage life in it. 
I took my writing pad and started working on a story about territorial 
disputes between two small villages in Lesotho. The idea was to have herd boys 
from both villages meet at the pastures and engage in a stick fighting battle that 
would determine who gets to have their cattle graze there. This was a topic I knew 
quite well as I have seen incidents like this happen many times before. I also 
thought perhaps presenting this particular world of the story cinematically would 
be a fresh and unique for my American audience. 
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The deeper I delved into my territorial disputes story, the more I started to 
realise that it was going to become a huge logistical undertaking as it would have to 
be an international shoot.  A few things became clear to me right away; I would not 
have any access to film equipment from the School of Film and Animation at RIT. 
Lesotho had an almost non-existent film industry (still does) – all of the equipment 
and crew would probably have had to be from the neighbouring South Africa. At 
that point, I hadn’t yet taken the story into my screenwriting software but I was so 
married to it that I thought ‘something somewhere will have to give’. 
In the fall, my friend Fraaz Khan introduced me to the Lore Podcast on 
iTunes; and that changed my direction drastically – perhaps completely. I fell in 
love with it, particularly the episode, Black Stockings. There was something about it 
that felt eerily familiar to me. 
Black Stockings explored superstition and the folklore in Ireland, Germany 
and most of East Europe. It was about how throughout history humans were always 
trying to find meaning to explain odd things that happened around them. When 
they couldn’t explain the unexplainable, they would then make up stories; and 
when these were taken seriously, the outcome would often be quite tragic. The 
episode also made mention of the writings of William Butler Yates including Fairy 
and Folk Tales of the Irish Peasantry. In the book, Yates goes into more details in 
his telling these stories.  
After listening to the podcast and half-way into Yates’ book, it slowly dawned 
on me that I might have just found a new topic to explore. I was still very much in 
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love with my Lesotho “territorial disputes” idea but because its making was most 
certainly going to be a logistical nightmare, I was going to try and find a common 
ground between the two. The result was then going to be a film I would eventually 
make in the United States. I tried to somehow morph one into the other but it just 
wasn’t going to work so I begrudgingly decided to abandon my “territorial disputes” 
idea but perhaps there was a way I could retain certain elements from it? 
I devised a way in which I could somehow still capture the spirit (regardless 
of how subtle) of my previous idea so that it would be a bit easier for me to do the 
new one well in an environment (America) I was still trying to get a hang of. The 
biggest part was the setting – it needed to take place in a village that was small, 
rural and rustic. One could have said, “Good luck finding a place like that in New 
York.” The characters would be based on people I knew and they would have certain 
personalities that I was familiar with – could be the way they talked, walked and so 
on. 
An earlier version of Seek Another Land was born under the working title, A 
Ballad. It was dense. The story was big – perhaps way too big. It had lots of 
characters that I felt all served a certain purpose and needed to be in there. When I 
was working on this story and its characters, I would be so consumed in this world 
that I had just created so much that every little detail seemed more important than 
the other. I was wrong. 
I was very keen on having the story play out as a parable-like folk ballad. The 
idea was to tell it from the perspective of a troubadour or folk singer who is in the 
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process of writing a song based on his experiences as he travels through the world of 
my story. In our eyes, the troubadour is only almost like a frame through which we 
can watch and see events unfold – there is not much he can do to help the situation. 
In fact, the rules of the story do not allow him to interact too much with the subjects 
of his writings. As the story progresses, the troubadour settles in a peasantry 
village by the hill where superstition reigns.  
The troubadour quickly realises that there is a lot of strange incidents taking 
place in this particular village and are worth exploring for his songwriting. He 
watches one family closely. The family has a teenage girl, Çyska, who catches a 
fever after being drenched in the rain. The family, their neighbours and the rest of 
the village believe that Çyska has a “supernatural being” nested inside of her, 
attacking her. Her mother, Isolde, believes it is out of jealousy from fellow villagers. 
They are jealous because her daughter would not agree to marry their sons. She 
cannot, however, be certain of her claim. That is the only logical (as she sees it) 
explanation she is able to come up with. The only solution, as her neighbour 
advises, is to go see The Orslan (we may equate him to a witch doctor) who is from a 
couple of villages away and is the last of his kind. He is supposedly the only one who 
can eradicate this deathly “being” inside of the girl. 
On the other hand, science is in its infancy. A medical doctor, Dr. Elbekind, 
who is new in this village knows that the cure for Çyska would be simple and 
accessible. No one believes him. How dare he speak of such? How dare he try and 
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turn them against what they have believed in from centuries before? What does he 
know? 
Dr. Elbekind manages to lure Çyska’s husband, Eynaud, onto his side. This 
seems to be a huge accomplishment for what the doctor stands for but how on earth 
can two people win against the entire village? Particularly Çyska’s father, Anden, 
who is a beast in his own right. 
Several days later, when I thought I knew what the story was, I asked Frank 
Deese to be my thesis chair. He liked the idea. He was onboard and wanted to see it 
through. In our initial meeting, I might have told him just the straight story – no 
mention of how the troubadour would come into play. I did not want to scare him 
off. That was my thought. Perhaps I should have told him everything. We could 
have simplified this entire thing then – as we would eventually do. 
 
The Proposal 
 I felt that the story outlined above had a lot going for it. I realised though, as 
I was compiling my proposal to present before the proposal committee that the story 
was riddled with a lot of complex themes and mythology. While having complex 
themes might not have been a bad idea at all, it was becoming quite difficult to 
handle and flesh it all out in a short film format. My treatment alone ran for pages 
and pages. 
 After compiling my proposal for the film that I thought I wanted to make, I 
kept delaying my proposal meeting. I was nervous. As much as I was excited about 
 7 
the story I was trying to tell, the scale of my production was starting to look like it 
would be very high. My nervousness emanated from the thought that perhaps my 
thesis proposal committee would need a whole lot of convincing that this world that 
I was trying to create and stage in upstate New York could be pulled off. I also 
needed to assure them that I could afford to produce it. At the time, I could not. In 
the very same manner, I also could not afford to have the proposal denied. 
 I finally came before the thesis proposal committee.  Not that I had a choice. 
All the issues that I had anticipated and perhaps more, were raised during the 
meeting. The biggest of them all, as I had already feared was that this project was 
too big and would cost a lot to make. The question of the rustic country village 
setting was easy to answer at that point. I was going to shoot the film at the 
Genesee Country Museum in Mumford, about 40 minutes away from RIT. The only 
sliver of doubt lingering in mind was the fact that I had not spoken with anybody at 
the museum yet. I had no idea whether or not they would be willing to make the 
location available for me to shoot at. I knew of another student who had shot their 
film at the museum the year before so there was a bit of hope that they would let 
me use the place. 
 When the meeting ended, my thesis was green lit under a number of 
conditions. (1) I needed to find a good producer to help me maneuver all the 
impending logistical challenges. Understood their point. This was the biggest and 
most ambitious thing I had ever done and I did not want it to turn out disastrous 
either. (2) I needed to simplify the story. Make it more concise. Eliminate certain 
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characters that the story could do without. (3) I needed to find a dedicated crew and 
also move principal photography up a couple of weeks to avoid harsh weather 
conditions towards the end of the year. The third one is almost always impossible – 
students work on tons of other projects.  
 
The Script 
 Now that I had passed the hurdle of getting the thesis approved, I went to 
work. Writing is one of the most challenging stages in the making of a film. It is 
even worse for someone like me who is working with English as a second language. 
There is always the need to put in a little bit more effort than the rest of the class. I 
figured I had to find a way to make the process a little bit less grilling than it has 
always been in the past.  
I compiled a list of songs that I thought best captured the mood, atmosphere 
and an overall spirit of my story. I then played the music on shuffle mode so that it 
was less predictable by the time I had gome through the entire playlist. Some of this 
lovely music was by artists that have remained my favourite even today: Hildur 
Guonadóttir, Ùlfur, Jacaszek, Hammock, The Library Tapes and many more. I 
cannot confirm that the music made my story any better or worse but it certainly 
helped me revel in this world and its characters in a way I never thought possible. 
Based on some of the comments from my proposal committee and with the 
goal of making the story simpler, I did away with the troubadour and focused more 
on the drama that ensued in this particular family that he (the troubadour) was to 
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write his ballad about. In the story, Eynaud was a poet and so I collaborated with 
my friend in New York, Sam O’Hana and we came up with a poem that sub-
textually addressed the main themes of film. The poem had, in a way, taken the 
place of the troubadour. I wrote the first draft of the script in about a week and a 
half and It came to about twenty pages.  
Frank and I met to discuss my first draft – what worked and what didn’t. He 
liked where it was going but thought something was still missing. The story was 
still a bit confused and could be better and even simpler. There was not much of a 
point of view even though the script kind of hinted at Eynaud being in the 
foreground. He also thought perhaps I needed to make it more about Eynaud 
fighting conformity and the consequences of his rebellion in the village. The 
consequences, in this case, could be that he would lose his stance in the village or 
that their family could be vulnerable to attack from fellow villagers. 
Frank then asked me to write a whole new treatment based on my current 
one but almost as if I was re-proposing my thesis. It was a very interesting process 
because in a way, it was almost as though I was doing an adaption of my own work. 
I started seeing the story in a different light. I was re-discovering my characters 
and the purpose they each served. By the time I began working on my second draft, 
the story was quite manageable. 
 
The Funds 
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 We had a schedule but no money. I delved deeper into the script – writing 
draft after draft not knowing where I was going to get the money to make it. This 
was a rather difficult position to be in. It was utterly terrifying. During this time, I 
had a co-producer – one of the students in the undergraduate program. His role was 
not necessarily to help me find money (as things are usually different in student 
films compared to the real world) but to manage the project to prevent even the 
slightest chance of it going off the rails. Even in student films there is always a 
number of people (be it your advisor, your mum, your friends, etc) rallying behind 
you, trusting you to see the entire thing through. Therefore, it goes without saying 
that the pressure is often high.  
 There were a number of options (Indiegogo, Kickstarter, GoFundMe, etc) I 
could have tried to raise money for the film but I had a lot of Visa issues so these 
were all out of the picture from early on. I was in the United States on a J-1 Visa. It 
came with a long list of restrictions regarding finances. I was not allowed to do any 
work and earn money for the duration of my Visa, I spoke to my representative in 
New York regarding crowdfunding and she strongly advised against it as this was 
considered as earning money. I could not have anyone support the project as long as 
it was in the form of money.  
While I was getting a stipend from the US government every month, this was 
barely enough to cover my personal cost of living and educational needs. There was 
no way I could fund my film from it. Well, okay, now what? 
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 Time was rapidly eating up the yards, shooting dates were approaching, 
perhaps it was time to bend the rules, even if it was just a little bit. I remembered 
reading a quote on IndieWire – one director was talking about the difficulties he 
faced during the making of his film. He talked about how demanding the audience 
is, about how sticking to set budgets and schedules are never going to help make a 
film any better. My situation did not in any way come close to his, but his statement 
most certainly got me thinking. Perhaps there were things I could do to make 
things work – perhaps I could, in a way fight conformity, as my advisor Frank 
suggested my main character do. 
 I wrote a long letter to my representative in New York, Kristen Van Vleck. It 
was personal. I put a lot of heart into it. I wanted to get my film made and I needed 
all the support I could get. Along with the letter, I sent my estimated budget. 
Kristen was going to look into it, she was going to speak to a few people to see what 
could be done. 
 While I waited to hear back from her, I was working on finding other means. 
I worked with Arlen Tarlofsky and Tim Philo (The Evil Dead) on a small portrait 
documentary for Damiani Wine Cellars. Got to risk it. The remuneration from that 
project was nothing close to my budget but at least it got me started. I also wrote to 
Molefi Nyaka at the Lesotho Embassy in DC. He knew of a few people that could 
put some funds into my project. Now there was a bit of momentum and I wanted to 
keep it going.  
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 As much as there were a few people trying to help, it was still not enough and 
it was taking so long. I decided to increase my credit card loan and the idea was to 
use it to pay for half of my budget with the hope that I could successfully pay it all 
off in the future. Little did I know how difficult that would eventually be. But then 
again, I had to risk it. 
 I wrote a few other letters to several organisations for non-monetary 
sponsorships. I had also started casting at that point (see Casting) and most of the 
actors that I was interested in working with were from New York so I would have to 
facilitate their accommodation for the duration of the shoot (five days) in Rochester. 
The RIT Inn and Conference Center gave me a very positive response. They were 
willing to accommodate all three of my actors for free during production. They also 
wanted names and addresses right away in order to have rooms reserved. This was 
a little tricky as the actor I was eyeing for lead had not yet confirmed doing the role. 
Fingers crossed, I sent his name along with the other two to the RIT Inn and then 
started messaging him daily. He agreed. 
 Now that accommodation had been taken care of, I thought of finding another 
sponsorship for air travel. I contacted a number of airlines – at random. American 
Airlines, Delta and JetBlue got back to me with a strikingly similar response – they 
would be willing to look into sponsoring my project but needed at least three 
months notice as processing takes a while. I did not have three months; I was 
shooting in a little less than four weeks. I was a little sad but that was okay. Lesson 
learned? It is possible – or would have been possible. 
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 Two of my actors, Caroline Duncan and Zenon Zeleniuch were in a union 
(Screen Actors Guild) and so I needed to negotiate rates. While the SAG Student 
Agreement applied to my project, I still needed it to go a bit lower. SAGindie 
suggested that I negotiate deferred payments with my actors. This was not entirely 
possible but Zenon agreed to work on a lower rate. I also did not have to pay them 
right away so that also helped me to organise better. 
 Things seemed to be shaping up. Kristen got back to me. She had found 
something. There were research funds available at the International Institute of 
Education. I put a proposal together and my graduate advisor Tom Gasek wrote a 
powerful letter of support on my behalf. IIE approved my proposal and I was able to 
cover the other half of my budget. It was now $3000 more than what I had 
presented at my initial thesis proposal meeting bringing the entire budget to about 
$8000. Now that I had a little bit of money to work with, it was time to get ready to 
make the actual film. Producing can be quite draining – I was already getting 
exhausted but had to keep going. 
 
Scheduling 
 I have to say, coordinating things and trying to get everything and everyone 
to work together for one common good might just be the most difficult thing I’ve 
ever had to do. My producer Ian Ladd and I had a meeting with Peter Wisbey at the 
Genesee Country Village to discuss contracts and schedules. We agreed on October 
6th to 10th as our shooting dates. This museum would still be open for tourists 
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during that time as they would not shut it down just for us. They gave us their 
calendar as well as the schedule for events held throughout the day. Locations that 
we were interested in using seemed to not be affected by their schedule for 
exhibitions and activities that they held. I was still a bit worried that this would 
disrupt the shoot one way or another but I was willing to sort of roll with it.  
 About two days later, Peter Wisbey from Genesee emailed us. The museum 
wanted to add more events and a certain building that we were planning to shoot in 
would now be in use. Therefore, they wanted us to either shoot the film at the end of 
October or push principal photography to November when they would be closed for 
the season. This drastic change threw us off in a number of ways. My 
cinematographer Jacob had other plans and had signed up to do other things later 
on. To be utterly fair, these were the dates we had agreed on since he signed up to 
work with me the year before. I understood where he was coming from. I thought I 
was going to lose him. I was frustrated. There was no way I could find a 
replacement in that short period of time and we did not have a backup location 
either. Shooting in November seemed a bit problematic too because of how brutal 
the Rochester weather can be. 
 My frustration became a little too real and therefore I started to think of 
other options – moving the shoot to Berlin. Yes, Berlin, Germany. My friends 
Hannah Stockmann and Jeremiah Mosese would help me make the film there. 
Hannah is a producer/editor and Jeremiah a cinematographer. They also had a 
circle of friends (crew and cast) that would be willing to step in and save the day. 
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We would be working on a €7000 budget and Hannah thought it would be doable. 
They also had a bit of film gear which would minimise equipment costs. The 
simplistic approach to the film, that Jacob and I had already put together was going 
to make it achievable with the new team. The idea was that Jacob would still be 
credited as the main cinematographer for the the film and rightly so – in Berlin, we 
would only be sort of modifying what he had already put in place. I sent Hannah the 
script for Seek Another Land to translate it into German and also begin the casting 
process. Hannah is very good at what she does that she anticipated we would 
probably need just three weeks or less until we were ready to shoot. The decision to 
move production to Berlin was so drastic that I did not tell anybody about it, not 
even my best friend or my committee. Once Hannah was ready, the latter would 
have no choice but to let me do it. Amid this somewhat secret operation, I looked 
into possible shoot days. This was not going to work either.  
 I was hit by one of the most brutal realities of living as a foreigner in another 
country. My United States visa had expired in September and this had completely 
skipped my mind. If I left to Germany for the shoot, I would not have been able to 
re-enter the United States. While I could have tried renewing my visa in a third 
country (Germany), I thought it was not worth the risk as the process is long but 
without any guarantees. 
 I still needed to make the film so there had to be another plan. I needed 
another cinematographer and also work out dates with Genesee and hopefully stick 
to whatever new schedule we would come up with. Finding a new cinematographer 
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was not going to be easy. My friend Erlendur Sveinsson who was at NYU, had 
always wanted to do a project together and perhaps this would have been it. 
Unfortunately, three of the five shoot days were going to be weekdays, and that was 
not going to work with his schedule either – perhaps if we had planned it much 
earlier.  
 Jacob and I were still talking and it seemed like there was a bit of a shake-up 
in his schedule and could possibly shoot Seek Another Land early November. Phew! 
My producer Ian got in touch with Genesee and we settled on a schedule for 
November 2nd to the 6th.  
 
Casting 
 My producer Ian and I put up casting calls on social media. This is usually 
how a lot of student films get cast in Rochester. There are always people looking to 
be in films and they do it for close to nothing, if anything at all. This is good as 
students do not always have funds to pay talent. The danger though, I do feel, is 
that; these actors take up too many projects in the same term to the extent that one 
face would show up in multiple films that were most likely shot a week or two 
apart. The sad reality, as I have learned during the making of my previous two 
films, is that the process tends to be less focused on their part. And the results? Not 
always the best. 
 Ian and I got a few responses from our social media casting notices and 
therefore we held taped auditions by the end of the week. The turnout was 
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shockingly disappointing. I say shocking because only four people showed up even 
though we received a bunch of messages that showed interest. The messages came 
back with headshots and there were a few unfamiliar faces. I was mostly looking 
forward to auditioning these new faces to see what was possible, as I had not seen 
them in anything before. 
 The four people that came in to read were unfortunately not right for the 
roles they were interested in. It was disappointing. I knew right then that there was 
no need to re-watch the audition tapes. Joe Bellavia, who was also one of my 
readers when I was doing earlier drafts of my script had cast his 2015 short film 
through the website Backstage and he recommended it. Other talent was discovered 
through local agencies: AMS and Wilhelmina-Rochester. 
 
The Main Players 
 
Matty Oaks (Eynaud) 
 Matty was not my original choice for the role of Eynaud but when 
circumstances did bring him on board, I wasn’t disappointed. I was eyeing a 
different actor, also on Backstage. Things did not work out. That other actor 
initially showed interest in the role but turned it down much later because 
something “much more lucrative” was on his radar. I didn’t blame him. I moved on.  
 I watched the reels that were on Matty’s Backstage Profile including a NYU 
short thesis film that he did. None of this stuff really gave me a clear sense of what 
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kind of an actor he was or what he was capable of doing. There was a clip from the 
HBO show, Girls but he was playing a bartender with barely any lines. The NYU 
thesis did not impress either. I think I was almost going to pass on him but there 
was something about the way he looked: his eyes, his beard and his stature. I was 
going to take a chance. 
Matty Oaks during a pivotal moment in Seek Another Land 
 
Caroline Duncan (Çyska) 
 I cast Çyska a bit earlier compared to the other characters. My casting notice 
for the role of Çyska had over 197 applications on Backstage – all outside of 
Rochester. This was a lot of profiles and reels to go through as opposed to the four 
people that showed up for my Rochester-only audition. Having a large number of 
applications did not necessarily make things any easier – I was faced with a 
painstaking task of carefully considering each and everyone submission to make 
	
 19 
sure I was going to miss out on an opportunity for best talent. Even throughout my 
vetting process, there were a number of applications that stood out and Caroline’s 
was one of those. 
 As time elapsed, Caroline’s application was becoming one that I was leaning 
more towards. Even though I had already liked what I saw in her reel, it wasn’t 
until I saw her powerful in Kitty Kitty, a psychological thriller/horror short film 
about love, cats, and toxoplasmosis, that I was finally sold. 
Caroline Duncan’s character about to face a life-changing moment 
 
Zenon Zeleniuch (Anden) 
 This role did not have as many applications on Backstage as the other ones – 
in fact it had not more than 20. This narrowed it down quite a bit for me. By just 
looking at the numbers, I was a little worried at first but that would soon dissipate. 
I always thought of the character of Anden being stern and very self-important. I 
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could see Zenon embodying that really well as I was going through his profile. He 
was also by far, the most decorated of all my cast and I was really excited and 
looking forward to working with him.  
Zenon Zeleniuch as a commanding head of the family 
 
Marge Mattioli (Isolde) 
 This is the role that got me on my knees, panicking. I was searching daily to 
no avail. I remember sitting at Java’s café on Gibbs Street hoping I would see 
someone that looked the part. While I was there, I overheard an older woman 
talking to someone on the phone about doing rehearsals for a local theatre play. I 
approached her afterwards and she had a few pointers. I had hope. She had a list of 
people that she thought would be interested in auditioning for me. I sent out a 
string of emails and Facebook messages that night. Many of the Facebook accounts 
were defunct. Oh well. I waited for days on end – no response. 
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 A little less than a week before production, I had a Skype meeting with one of 
my committee members, Peter Kiwitt, to discuss my story. He suggested I talk to 
Liz Cameron – one of the local actors that he had worked with on his then recent 
short film (written by my thesis chair, Frank Deese), The Guy on the Show. “She is 
good” he said. I did a quick google search when I got home and went through her 
pictures to see if she would look right for the part. Peter also sent me a private link 
to a rough cut of The Guy on the Show that very same night. I liked her. I pictured 
her in the role and in my mind she had to say yes. She did not. “Hi Phillip thanks 
for your email…I really enjoyed the script and would have loved to be a part of this 
project but I cannot commit as I am already involved in a couple of other 
films…good luck”. My heart sank. Production was on my heels.  
 I had cast a wider net so I was always hoping that something somewhere was 
eventually going to give. It was the wait that was tormenting. There would often be 
times when it felt like it was not going to happen and it was utterly terrifying. 
 I could not cast this role on Backstage as I did with the other three – my 
budget was not going to allow me. I contacted Wilhelmina-Rochester – a local 
casting agency to see if I could find the right person and possibly cut a deal. I found 
Marge Mattioli. I watched her reel on the website but did not really like what I saw; 
there was so much overacting in it, very cartoonish characters. There was 
something about her face though, that I thought resonated and I could see Isolde in 
her. There was so much work to be done in as far as the acting was concerned but I 
was willing to give it a try. Bad news. Marge was going to be on vacation during the 
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filming dates. ‘What the hell!’ I thought, where was I going to find someone for this 
role in just a few days before filming? 
 My costume designer Denyse Funk was grilling me day in and day out. Time 
was running out, she needed to know size information for the person playing this 
role in order to put a costume together. It was literally a constant rush of blood to 
the head. I had no answers to her questions other than something to the effect of 
“We’ll find someone soon…” 
 Exactly four days before principal photography, I received a call from 
Wilhelmina-Rochester. Marge had just cancelled her vacation and was wondering if 
the part was still available. Phew! It was time to make the movie. There was not 
going to be enough rehearsal time with Marge but that was the least of my worries 
at this point. I sent her the script and then met with her the following day to talk 
about the character. I got incredibly worried when she showed up – she had short 
hair. Perhaps a little too short. We had to work something out quickly and in the 
following couple of days. This was pretty much crunch time. We were so lucky. 
Marge knew of a school that had a small theatre group (which we later donated all 
the film’s costume to) and they happened to have a perfect wig. We were set. 
 23 
Marge Mattioli as an obedient wife. 
 
Rehearsals 
In mid-October, I thought of holding a Skype table read for characters that I 
had already cast. Skype would have been the only way to do it as some of the talent 
was based outside of Rochester. This was also way before Marge Mattioli came into 
the picture (see Casting) but the idea was to work with those that were there. A 
table read seemed like a great way for everybody to meet before the shoot. We were 
to do a run-through of the script. I thought this would also help me to sort of be on 
the look out to catch lines of dialogue that were not working as I would have liked. 
Once the table read was done, I would then rehearse with different actors 
individually. The former was impossible. There was never a time that worked for 
everybody. 
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I personally often take a bit of time to make decisions. I don’t know if this is 
good or bad but I try and avoid throwing myself into a situation whereby I am 
completely paralysed and being forced to say “yes” without carefully considering 
what I am giving a “go ahead” to. Who am I kidding? Of course there are unique 
situations that do not always allow me this liberty but I try, if I can, and reduce 
some of the load. It is for that reason and perhaps several others such as language 
barriers that propel me to do rehearsals (even if it’s just a chat on the phone), and 
mesh out a few important story points so that everybody is on the same page on the 
day of the shoot. 
 
 The Photographic Style 
 While I was writing the script and with the feeling created by the music I 
would always be playing during the process, I started seeing the story sort of 
playing out like a portrait or a single frame in my mind. A portrait of a family being 
tested for what they believe in. I would imagine all the characters on a single frame 
having different expressions depending on what their role was in the story. The idea 
of a single frame got me thinking about approaching the filming of it differently 
from what I had done in the past.  
First thing that came to mind was: I wanted the cinematography to be very 
muted – I don’t think I knew what I meant by that at the time. I remember telling 
my cinematographer, Jacob Mallin, “I think the cinematography will need to be 
very muted” and him responding “What do you mean by muted cinematography? 
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Less expressionistic or muted in terms of colors or?” I would be having these ideas 
pop-up in my mind from time to time but then have trouble explaining what I was 
imagining to the next person. At the end I blurted out something like “well you 
know, very minimalistic, few camera movements, if any at all, film it as though we 
were shooting photographs.” I think after that we were on the same page. Perhaps 
the idea of a single frame, as I have mentioned above, should have made it easy for 
me to explain what I was envisioning but I just could not figure out how you could 
shoot a film that way and make it work all the way through. 
At the beginning of fall 2016, I walked around downtown Rochester shooting 
photographs on both my 35mm Minolta and the medium format Mamiya 645. The 
photographs were not always anything special but I was mostly figuring out what 
the possibilities were for framing and then perhaps adapt that for my film if the 
results were interesting enough. While I continued doing this, I also came across 
two films: Béla Tarr’s last film, The Turin Horse (2011) and Pawel Pawlikowski’s 
Ida (2013). These films were shot differently from each other but I felt both 
perfectly captured the spirit of what I was going for.  The Turin Horse makes use of 
long shots, a moving camera, very precise, controlled, and deliberate framing that 
epitomises a photograph the entire time, whereas Ida utilises shots with a locked 
camera approach with almost no coverage at all; certain scenes take place in just a 
single static shot, but well framed like a very detailed photograph. I was sold. 
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In the two films above, I had found something that I could refer back to 
whenever I needed to find a way to make certain shots work. There were certain 
elements I also liked from Robert Egger’s The VVitch (2015) and Mike Leigh’s Vera 
Drake (2004). I was going to steal from all these wonderful films to arm myself 
better for my own Seek Another Land. 
A few stills I shot on the Mamiya m645 to figure out framing. 
 
 
Stills grabbed from “Ida” (left) and “The Turin Horse (right). 
 
In mid September, Jacob and I met to prepare the shot list that would serve 
as a guideline during principal photography. At this point we were more or less in 
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sync on the kind of shots we wanted to have in the film. The only thing that we still 
needed to nail was specificity. This was a struggle. Sometimes we would settle on a 
shot or two that we felt covered the scene better and then realise at some point 
along the way that certain significant details were likely to be missed or lost. So 
then we would go back, start from scratch or revise, but it always took a bit of time 
and a lot of figuring out. 
We came up with a rule that we thought would help in approaching any scene 
in the script. For scenes that we see all the family members dealing with the 
tension amongst themselves, the camera would be distant as though we are merely 
listening in on a private conversation. For intimate scenes with two characters, 
when it is not necessarily about what concerns the entire family, then we would get 
closer and yet not too close. Now that we had this established, it was just a matter 
of getting the shots right but within that rule. 
When the shot list was complete, we still needed to sort of convince ourselves. 
We wanted to make sure that what we came up with would actually work. Along 
with my co-producer Ian Ladd, Jacob and I took a camera and went to the location. 
Ian and I acted out the scenes as they appear in the script and Jacob took pictures. 
It was also during that time that I started having more ideas of what the blocking 
could be for each scene. Certain shots from our initial shot list were not working 
and we had a hard time fixing it during that time. 
Even after all the practise framing with the camera, something was still 
missing. We went back a week and a half later and did it again. We were more 
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content the second time – anything that was still rough had to be smoothed out on 
set. At the end of it all, I was amazed how close the shots in the final film are to 
those pictures we took on location during preproduction. 
A still of Anden - preproduction (left) and the other (right) from the final film. 
Anden and Isolde -  preproduction (left) and then in the final film (right). 
Isolde and Dr. Elbekind -  preproduction (left) and then in the final film (right). 
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 The Cinematographic process 
Jacob Mallin signed on as a cinematographer on Seek Another Land back in 
2015; way before the script or a well thought out story existed. He was working as 
first assistant camera for Of Words; a different short film that I was directing. He 
was in the undergraduate program but I had shared a few classes with him. I was 
mostly charmed by his reticence but yet willingness to take up a challenge. This 
was even more evident when I saw a film (In Somber Veritas) that he shot at the 
RIT screenings. Outlined below is Jacob’s approach to the cinematography of Seek 
Another Land: 
Going into preproduction for Seek Another Land, the thing that 
really stuck out about the story was the oppression of the rigid, pre-
industrial society that they live in. Religion rules the day and anyone 
who violates the religious edicts of the time is rejected. We really 
wanted to boil this oppression down into the framing, so with the help 
of references from films like Ida and The Witch we came up with a 
style that we felt fit the condition the main characters were in. To get 
across the oppressiveness of their existence we played with adding 
large amounts of headroom over the characters, even in a few points 
letting the characters bleed over the edges of the frame when they 
were in situations of distress compounding on their already poor 
situation.  
The complete lack of camera movement until the end of the film 
added to this effect and made the rigidity of the society evident; even if 
the characters wanted a change, there are few avenues for them to 
influence change in the position they’re in. When Eynaud makes the 
fateful decision to leave in one final attempt to save his wife, the frame 
finally breathes but the framing doesn’t change, he’s openly 
challenging the societal norms but they’re not out of the woods yet and 
the danger of Çyska losing her life is as great as ever. 
 With lighting and color, we went for a very naturalistic look, 
keeping the lighting loyal to the motivated source in each scene. 
During the day, this meant soft daylight wafting through the windows 
which we achieved with 1200 and 575 watt ArriSun fixtures through 
frames of silk. At night it was little more difficult, as the interiors 
would have been completely lit by candlelight. To achieve this, we used 
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a few arri 650 and 300 watt fresnels and a collection of 150 watt bulbs 
always dimmed down to give them a warm, orange color, and always 
with a person or two gently dimming them up and down during the 
scenes. The “candle” light was always left as a hard source, and this is 
where having completely locked down frames became very helpful, 
since we were able to sneak the lights into the very edge of the frame 
without worrying that they might slip into the shot. In the dinner table 
scenes, this was especially important since we had three of the 150 
watt bulbs attached to a quarter applebox that we just moved around 
the scene to light for each shot, which occasionally we had to hide 
behind actors to get to the correct spot. 
To capture the film, we used a Sony A7Sii recording 8 bit 4:2:2, 
4K footage externally to a Atomos Shogun. We used a set of old Pentax 
prime photo lenses always wide open to an f/2.8 which offered a 
beautiful soft look typical of vintage lenses, though it was slightly 
sullied by some of the internal sharpening on the A7Sii and we 
actually had to add a slight blur in post to get them back closer to what 
we intended. Before production I created a two stop over exposure LUT 
for the Slog2 footage, which I found very helpful to light for since it 
gave me room to light for the monitor on set as dark and colorful as I 
felt right without exposing the actual footage that darkly, so in post if 
something had dropped too low and I needed to bring it back up I was 
able to without creating noise. In the color grading process we ended 
up desaturating the daylight scenes to give the world a much grittier 
look, and as the A7Sii footage ended up being completely devoid of all 
noise thanks to the overexposure, we added some film grain using the 
Filmconvert plugin for Davinci Resolve. 
 
– Jacob Mallin 
 
 Costume Design 
 This was one of the most difficult areas of my production to have to figure 
out. I don’t think I was ever satisfied. Perhaps I was, but just to a certain degree. I 
cannot blame anyone but myself. I shall attempt to explain why.  
Explaining what you want to your collaborators is completely and utterly 
difficult when you are also struggling to explain to yourself what it is exactly that 
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you want. I wanted the film to be timeless and not necessarily feel like it resembles 
a certain period. While I feel like this does come across, it also takes place in a very 
rural and rustic setting which is most certainly not modern or feel like “today.” This 
already, in a way, adds an element of time to it. Even though the story hopefully 
transcends this, there was no way to avoid having the characters dress up to 
identify with a certain period. I had never been so conflicted. Whenever the question 
of, “Oh so when does it take place?” came up, I would always be up against a brick 
wall trying to come up with a suitable answer. I honestly didn’t know. On the edge 
of a possible blackout, I would often end up saying “In the 1800s”, which is what my 
costume designer Denyse Funk and I ended up going for – or at least some variation 
of it.  
My friend Dan LaTourette who was also one of my very helpful readers when 
I was doing earlier drafts of my script would always say, “I know what you’re trying 
to do but you also gotta figure out what they’ll be wearing.” That and many other 
questions about this world that I was creating haunted me the whole time up until 
just a few days before production. There was a time when I thought of maybe 
designing something from scratch, something completely new and unique. That idea 
got me excited for a while until I was sadly reminded of my budget constraints. 
I found my costume designer Denyse Funk through the Rochester Film Office 
website. I had made a long list of random costume designers that I found on the site 
and then contacted them all individually. I pleaded “student poverty” right off the 
bat. “I can’t offer you much but I have this idea…” or “I hope you can at least just 
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read my synopsis…” I had also attached my script and reference photos of what I 
was envisioning the wardrobe to look like. Well, of course at that point, whatever 
the look in the photos were somewhat a compromise as I was still confused about 
what they were supposed to wear. 
Everyone but Denyse, respectfully declined. Denyse and I met at Glen Edith 
coffee shop. She told me how fascinated she was about the world of my story. She 
was also excited about the fact that by working on my project, she would get to 
make something she had not made before. she would also get to sew some of the 
materials (which she had not done in a long time). Denyse brought with her, a 
costume design folder from which I could see that she had already started prepping 
for the film. I was amazed. She was also very much aware that I could not afford 
her but was willing to give me a break. Right from that first meeting, we got right 
into it. 
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One of the reference pictures sent to potential costume designers including Denyse. 
 
Production Design 
 This was an aspect of my film where I did not have to spend a cent on 
anything. Literally. Well, that’s obviously not including actual locations fee. The 
Genesee Country Village had every little piece of our required set design available. 
Even though we had everything at our disposal, we still needed a production 
designer to rearrange the set to tell the story of Seek Another Land. This is where 
my production designer Susie Cody became very helpful.  
 Just like Denyse, I met Susie through the Rochester Film Office. She 
expressed interest in doing the project. She had just done a film called Mohawk set 
in 1812 and there were certain similarities with Seek Another Land. She also told 
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me that she went to RIT in the early 2000s and therefore she understood “the 
struggles” of making a thesis film. Now looking back, I would imagine (because she 
never stated explicitly) it was for her understanding of the familiar struggles that 
she was willing to do it free of charge. Two days before principal photography, she 
drove in from Syracuse. She could not be on set for the five days of production but 
we agreed that she would get the set ready ahead of time, such that we would only 
have to do minimal tweaking here and there in her absence. 
 
Principal Photography 
 We had five days of production. The first day of principal photography got off 
to a bumpy start: a mediocre call sheet, not enough cars to pick people up, a little 
less crew than we had expected, people struggling to find the set (might seem small 
but it affected us somewhat). The call sheet was the biggest of our problems as it 
threw everybody off. Dave Pheilshifter, my production sound recordist, whom I had 
not yet met before our first day, got to the set a little earlier than he was supposed 
to. My cast, lodging at the RIT Inn, was waiting in the lobby for a car to pick them 
up much earlier than they had to. There certainly was a communication breakdown 
somewhere and it was getting everybody (myself included) a bit frustrated. We had 
to keep going though. 
 Once we got everybody on the same page, the confusion subsided. My 
cinematographer Jacob Mallin lit the set and the cameras started rolling. Getting 
started, based on previous projects, has often been the hardest part of my process. 
 35 
After calling the first “action!” of the day, that was it – we seemed to be going with a 
lot more ease than before.  
 The second day of the shoot was brutal. We lost almost the entire crew 
because of scheduling issues. We had to run the set as a crew of just four people: 
me, Jacob, our gaffer Andrew Sevigny (who joined on the day) and second assistant 
camera Allegra Dziedzic. If it was not for the minimalistic approach that Jacob and 
I had taken in the shooting of this film, we would have been doomed. We also did 
not have a contingency day because of our out-of-town talent so we needed to try our 
best to keep on track no matter what. We were able to get through it – little did we 
know what the third day had in store for us. 
 We thought we had done a bit of preparation for each day of the shoot – at 
least to a certain extent. The final scene of the film, however, was not scouted. The 
scene takes place in an open field; Eynaud makes a decision to defy the 
establishment in the village to save Çyska – he is prepared to take her far away. 
Late afternoon on the third day of the shoot, the sun was rapidly going down. We 
had to quickly wrap at the Genesee Country Village location and find an open land 
to film the scene in question. We drove around in the area for a while. Farms, lots of 
them. We eventually found a place that looked amazing and was exactly what we 
were going for. We stopped by the side of the road. There was a “no trespassing” 
sign a dozen yards away. This felt wrong. I must have posed a question (to no 
particular person) “is this okay?” Time was running out; it would be dark soon. 
‘We’ll grab a couple of shorts and be on our way’ I thought. On our forth take of the 
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second shot, a grey pickup truck pulled up. A man confronted us. Fuming with rage. 
We had done what the sign said we shouldn’t – trespassed. We had no business 
there. We were wrong. My production sound mixer, Dave Pheilshifter, who was 
older and perhaps the most mature of the entire crew, talked him down and he let 
us go.  
Moments before we were forced to vacate this fantastic location. 
 
 We then continued steady with a crew of four, sometimes five, for the 
remaining days of the shoot and we were wrapped.  
  
Production Sound 
 I had a hard time finding a production sound mixer at RIT so it quickly 
became clear to me very early on that I had to hire one. I had worked on a small 
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corporate video directed by Matt Spaull and I was able to connect with his sound 
mixer Randy Sparazza during the shoot. He was the first person that quickly came 
to mind to possibly work with. While I was going through his website to see his 
work, there was a page which displayed his rates. I couldn’t afford him. Having him 
on for five days would have been almost half of my entire budget. Perhaps we could 
work something out though, perhaps I could utilise the weapon every student 
filmmaker should be using – plead student poverty! So I contacted him anyway. 
 Randy could not do it. It is worth pointing out though, that he was willing to 
help me out for a ridiculously lower rate but unfortunately there were scheduling 
issues. He was going out of town to work on another project and that would be on 
the last three days of my shoot days. He would consider doing the first two days but 
was also not fond of the idea of doing less than half of my sound on his equipment 
and then have somebody else come in to complete it on theirs which would likely be 
different.  
 Randy was going to talk to his friend whom he trusted and worked with 
regularly. No guarantees. He then introduced me to Dave Pheilshifter who not only 
agreed to do it but for a much lower rate as well.  
 
Directing 
 I took an acting class with Tina Chapman the semester before shooting my 
thesis. This was not necessarily to try and become an actor but I wanted to learn 
about acting as a director. I actually also thought there was so much more to that 
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class than a lot of students thought. I have to admit though, there were times when 
I thought we could do better. There was a time when we did an exercise that I found 
particularly fascinating whereby we were talking about character goals; each 
character had to determine a goal that they wanted to achieve at the end of the 
scene and they would stop at nothing until they had that fulfilled. I thought that 
would eventually come in handy in my directing of Seek Another Land. 
 When I was working on my directing prep, I would identify, in every scene 
regardless of how big or small, a simple goal for each character. I would then 
discuss it with my actors until we came to a certain agreement in terms of what we 
would be trying to get out of a scene. I cannot confirm that this made directing any 
easier but there certainly was a place to begin and then went on from there.  
Directing actors on the set of Seek Another Land. 
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Editing 
 I started working with my editor Fraaz Khan since 2014 starting with Target 
of Convenience, my first short film at RIT. He also became my best friend as time 
went on and I think working together became a bit easier because he was always 
within reach whenever I wanted to talk about the project. 
 Seek Another Land was shot differently from all my previous projects (see The 
Photographic Style). It was minimalistic; we took the locked camera approach and 
we held on certain shots longer. The entire film had a total of 66 shots. I think this 
allowed my editor to try out a few techniques to help make the film look better. Of 
these, was using a split screen technique whereby he would pick a good performance 
for one actor, and then find just as good a performance for a different in a another 
take, and then combine the two shots together to make the scene work. The locked 
camera made this approach seem almost effortless on his part.  
 
Music 
 I have always had a hard time figuring out how to use music better to help 
me tell a story in my films but also in a way that the picture cannot. I made three 
short films before Seek Another Land; two of these had no music at all while one 
had some but barely. I had a bit of hope that the process was going to be a little less 
brutal this time around because I had been listening to music that I thought sort of 
captured the spirit of the world of my story in the writing phase. My reference 
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music kept changing over time. I wanted the end of the film to almost feel like a 
lamentation and therefore I started leaning more towards having the music be 
minimalistic with a dominating cello. This was very much present in a lot of music 
by Hildur Guonadóttir and Thurídur Jónsdottír. These two artists, along with many 
others such as Maria Huld Markan Sigfúsdóttir became a very good reference for 
my composer. 
 I still wanted to use music very sparingly. I think I am of the belief that it 
should only be use when it is absolutely necessary. It is rare, in my experience, to 
find films that make a very good use of music. A lot of times it often feels like 
background music just playing beneath the picture. Saying it is ‘rare’ does not 
necessarily insinuate that I know how – in fact I think it is very obvious as stated 
above, that it tends to scare me off whenever I am faced with the choice. 
 For Seek Another Land, I thought it would be a good idea to have music 
complement the picture in two places: during the prayer scene where Çyska is being 
delivered from her illness through superstitious practises and then again at the end 
when Eynaud carries out his fateful decision of saving Çyska. For the prayer scene, 
I made a note to myself that I wanted the music to ‘not sound ordinary’ but I did not 
really know what I meant by that at the time. I thought it would be interesting if 
the composer could experiment with stringed instruments to create unsettling 
sounds that could elevate the scene by taking us into an uncomfortable space that is 
sort of spiritual but also a little disturbing, and then be brought into a halt when 
Eynaud enters, interrupting the service. 
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 I compiled my notes, the reference music and then made a spotting sheet to 
send to my composer Eliška Cílková. She and the cellist Judita Škodová spent some 
time recording the music in the countryside just outside of Prague. She thought the 
area where they recorded it was a nice little extra touch of inspiration.  
 I met Eliška at an Arts and Civic Engagement Seminar hosted by the 
International Institute of Education in Philadelphia early 2015. In the spring of 
2015, I made Insolite, a short film inspired by one of her experimental songs even 
though the film itself did not have any music in it. When the IIE seminar ended, we 
talked about the possibility of doing a project together in the future, and when Seek 
Another Land came along, I thought the time was finally right to collaborate. 
 
Sound Design 
 During both preproduction and production, I had no idea who was going to 
work on my post-production sound. Connor McGlynn, one of the students in the 
undergrad program did sound mixing for all my previous projects but I could not 
work with him again on Seek Another Land as he was already fully booked. I also 
talked to alumnus Ryan Meadows who is doing incredible work on some of the 
biggest films in Hollywood. He had just finished work on Power Rangers (2017) and 
there was a possible opening for March 2017 in his schedule but he could not 
confirm that. I did not want to wait. 
 My friend Fraaz and I had been to the Tribeca Film Festival the year before 
to see the Ghanaian film, Children of the Mountain (2016) directed by Priscilla 
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Anany. After the screening, we had a chat with the producer of the film who was 
from ProMedia, a production house in New York City. That worked on the post-
production aspects of the film. I took his card with the hope that it would be useful 
in the future. Indeed. 
 I contacted ProMedia. I knew right away that I probably was not going to 
afford them. I was right. I could not. I pulled out one of the best tools at my disposal 
– one that I certainly had used before: plead student poverty. It worked. It also 
helped that I had seen one of their films (Children of the Mountain) at Tribeca the 
year before. There was a condition though – there is often always one or two when 
you are pleading student poverty. They were to do my film in between their other 
higher-paying projects. They were very honest about that. I was okay with it; my 
sound design was going to be done. I got a call from the sound designer Brian 
Langman and the sound editor Mike Poppleton. I emailed them a spotting sheet 
and we got to work. 
 
Exhibition 
 By the time I had to sit down and see the film with an audience, I had 
already seen it so many times that I was sort of getting tired of it. I was happy with 
what I had been able to achieve. There were so many things I could have done 
better or differently. The film was out of my hands at that point and it was up to the 
viewer to decide. The very first screening was at Carlson Auditorium at RIT in mid-
May. 
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 A viewer, Nick Kinney liked that the conflict for the story was set up in the very 
first scene and then the rest of the film is just events unfolding based on what we 
had already been introduced to. 
 
A faculty member, Mark Reisch liked the tone and the shots but also thought 
perhaps it would have been nice to have close-ups of the father (Anden) in the 
opening scene since he is the commanding voice. 
 
Administrative chair as well my previous teacher, Malcolm Spaull appreciated how 
far I had come in learning the craft, also taking into consideration that I started in 
journalism. He also enjoyed the film such that every frame could be viewed and 
enjoyed individually because of the interesting photography. 
 
Patrick Hogue, a student in the undergraduate film program loved the world of the 
story and the atmosphere that was created but also thought some of the fades could 
have been better. 
 
Knhik Haefner liked that the film does, sort of feel like a parable – the rules of the 
world of the story are not necessarily overly explained. It takes place in a nameless 
country and that might as well be anywhere. 
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My thesis seminar teacher, Cat Ashworth enjoyed seeing the final film as it was a 
surprise because of how different it was from the initial idea pitched in the class. 
She liked that it did not really matter where the story takes place. She thought the 
characters and the world were relatable. 
 
Graduate director Tom Gasek liked the framing whereby the characters are given a 
lot of head space – their world and surroundings are revealed more and more with 
each frame.  
 
It’s Done 
I am glad I made this film. I wanted to make it. I was aware of the fear in the 
eyes of people around me when I told them the story that I was interested in telling. 
I did not blame them. It was not very often that a student came in and pitched an 
idea for a story that took place in an old and rustic village sort of a setting with the 
thought of staging that somewhere in New York and on a shoestring budget. I also 
think I understand where their fears emanated from – they did not wish to see me 
attempt to do something that was likely going to crash and burn. My friend used to 
say ‘I’d rather fail attempting to do it than not do it at all’. I don’t know if he would 
still remember ever saying that but it stuck with me and I was planning to do 
exactly that. I also fell in love with the poem by Charles Bukowski called Roll the 
Dice particularly the very first line of the first stanza which goes “If you are going to 
try, go all the way otherwise don’t even start”. 
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I think I made the film that I was setting out to make and I’m happy with it. 
It is not perfect – it certainly could have been better. I keep reminding myself of 
what my directing professor Peter Kiwitt used to say – do not be too hard on 
yourself, your thesis film is just another project that you make which happens to be 
at the end of your MFA degree and you do not necessarily have to try and show 
everybody that you now know how to make films. “There’s a whole journey ahead” 
he would say. There will be so much more to learn as I continue making films, 
regardless of scale. 

A BALLAD (Working title) 
Phillip Leteka 
April 04, 2016 
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Logline 
  
A sick, vulnerable young woman is put through an extreme ordeal by her peasantry 
family because of their excessive reliance on superstition. Can she survive to tell her 
story? 
  
Treatment 
  
It is the late 1800s. We see a peasantry village: dilapidated cabins and fallen 
wooden fences. We see a LONE MAN walking through the village. He is carrying a sack 
of luggage and a battered fiddle is perched on his back. He finds a pub at the far end of 
the village and settles down to catch a breath. He is clearly out of place midst weary 
peasants. Seeing that he’s a stranger, some of the men tease him and demand that he 
plays a tune. He is not keen; tells them he has not come up with any good songs lately. 
A small, cozy bedroom lit with a couple of oil lamps. ÇYSKA, mid 20s, innocent 
and pretty but not aware of it, sits on the bed holding a string and a small wooden bowl 
full of beads. She is making necklaces and bracelets. At a small table just about a metre 
away sits EYNAUD, Çyska’s husband, same age as her but more mature looking. 
Eynaud is writing poetry and he excitedly recites to Çyska whenever he pauses. We 
need-not be convinced that these two are so in love with each other. Eynaud promises 
Çyska that he’ll work hard to build a healthy family and get a place of their own, he will 
also give up an unprofitable business of shoemaking when his writing career sails afoot. 
We learn that the couple lives in Çyska’s parents’ cabin, an uncomfortable situation for 
Eynaud or perhaps for both of them. 
A day in Eynaud’s workplace. Eynaud is mending shoes. HADRIAN THE FOLK 
CROONER, the lone man we met before walks in. He hopes Eynaud can fix his cracked 
fiddle neck. Eynaud is a leather man but Hadrian insists he should give it a try. His 
fiddle is his weapon, he says, and without it, he feels defenseless. Eynaud asks what 
song he is working on but Hadrian doesn’t know yet, perhaps he’ll get inspiration in the 
next village. 
An awkward silence during supper in Çyska’s house. At the table are: Çyska, 
Eynaud, ANDEN and MARGERYTH. Anden and Margeryth are Çyska’s parents in their 
mid to late 60s; Poverty-stricken. After a long unbearable silence that brings us into the 
stinking tension that has befallen this family. It becomes apparent that Anden and 
Eynaud do not get along very well. 
Çyska sits on a chair in a house we have not seen before. A sick looking 
WOMAN joins her. She coughs frequently. Çyska looks uncomfortable but rather 
considerate. The Woman gives her a handful of coins and expresses how happy her 
daughters will be. Çyska takes the money, opens her satchel and passes a couple of 
bracelets to her. 
Çyska opens her eyes in the morning. Eynaud is nowhere to be seen; perhaps 
he has plenty to do today; shoes to mend, a barely functioning business to run. She 
tries to get up but to her surprise, her head feels utterly heavy. Still in her night dress, 
she languidly walks into the sunshine. Anden is washing his face in an enamel basin 
outside. Anden, with beard soaked in soap, realises that something is wrong. Çyska 
collapses.  
Margeryth and Anden mull over Çyska’s illness. They believe it is a “spiritual 
attack” and it is nested inside her. They believe this is out of jealousy because Çyska 
has turned down a lot of fellas who wanted to marry her but decided to marry Eynaud 
instead; a drifter that nobody in the village really knew. They will summon “THE 
ORSLAN”, a traditional healer who will supposedly cure Çyska of her ailment in a way 
that no ordinary man can. Eynaud is strongly against the idea but Anden angrily tells 
him that in his house his opinions do not count. 
At the very first sign of daylight, Eynaud runs to DOCTOR ELBEKIND’s house. 
He believes Çyska can be cured medically. He has a better perspective of the world 
than most villagers. Eynaud knocks and the Doctor appears, 40s, walrus-like beard. 
Eynaud and Doctor Elbekind run back to the house. We see what looks like a 
stand off to us. Doctor Elbekind has his apparatus and would like to do what he does 
best but Anden and Margeryth won’t let him into the cabin. He explains that he has had 
several patients with similar symptoms and therefore he will know what to do. Anden 
believes the doctor threatens their norms and customs. He also expresses his disgust at 
Eynaud for having the guts to bring the Doctor to his house. Anden could lose his 
stance in society if he is even seen talking to the Doctor. 
A night of Çyska’s deliverance. Family, friends and a considerable number of 
villagers have gathered in Anden’s front room. The Orslan, sinister looking, is standing 
in front of the hearth, holding a long poker into the fire: it is red and hot. It becomes 
clear to us that The Orslan is about to perform an important ritual of some kind. Eynaud 
storms in: utter shock and disbelief all over his face. Helpless Çyska lies on an old 
wooden bench in the middle of the crowd. She has been stripped bare from waist up. 
She is whimpering and wailing mournfully. Her cries are unbearable for us. Eynaud is 
overcome by anger. He runs and pushes The Orslan back and then kneels down to take 
his wife away. He starts covering her body. Anden angrily orders men from the crowd to 
seize him. Eynaud is pulled away and they tie him to a chair a few metres away. 
We stay on Eynaud’s face as we hear Çyska’s heart-wrenching screams: Hot 
poker against human flesh. The Orslan is screaming to the top of his voice as he 
proclaims to be delivering her. Drenched in sweat and tears, Eynaud’s façade is rapidly 
eroding right before our eyes. 
Outside in the dark of the night, we see Hadrian the folk crooner. He is looking at 
Çyska’s cabin where the crowd has gathered; an expression of despair on his face. 
The aftermath. Eynaud clearly did not sleep: eyes red, hair ruffled, shirt 
unbuttoned and rope marks on his wrists. Anden and Margeryth stand not very far away 
from him. Silence. Clearly they have lost. Doctor Elbekind comes out of the bedroom. 
He tells the family that Çyska has been suffering from a cold. Had they listened and 
perhaps waited, the remedy could have been as simple as “three litres of water a day 
and a simple routine-walk”. Margeryth cries. Anden is utterly remorseful. 
Later. Heartbroken Eynaud sits on a wood log in front of the house. FATHER 
TORRIGAN, a village priest, sees him from across the fence. He walks over. He 
brushes Eynaud’s shoulder and comforts him. A Song swells - a mournful folk ballad 
played on a stripped-down fiddle while: 
We see Hadrian the Folk Crooner sitting on a rock tuning his fiddle. The ballad is 
poetic but expresses a tale of sadness in the village. 
 
Rationale 
 
This folk tale, for the most part, was inspired by a podcast called Lore on iTunes, 
personal experiences and readings from poet William Butler Yeats. I also grew up being 
told a lot of stories about the life of peasants in the past, not only in my own country 
(Lesotho) but in Europe as well; particularly England and Ireland. These tales were 
often fascinating but hard to believe until you realise that there are some cultures which 
are still stuck in the past in terms of customs and beliefs. Even though I have not lived in 
the 1800s and do not currently live in remote rural areas in one of the countries where 
people are still heavily reliant on superstition, there’s a lot of my personal experiences 
weaved throughout and altered to fit the world of the story. Most, if not all of the 
characters in the story are based on real people that I have met and interacted with at 
some point in my life.  
 Even though I have always been fascinated by these stories, it wasn’t until lately 
when I started listening to the Lore podcast that I fully immersed myself into this world. 
Coming from a different country with a different culture could, in itself be a good way to 
bring a much more global perspective to the environment I am currently working within 
and this story could be a good way to finally explore that. 
 The character of HADRIAN might seem shallow but it is very important as we see 
the story from his eyes. It is also important to keep the mystery of why we keep seeing 
him even though we are not necessarily allowed to know as much about him. This 
character was inspired by the tale of The Arkansas Traveller which was about a fiddler 
who once travelled in this state and was fascinated by the friendliness of the local 
people so much that he wanted to talk about them wherever he went. When I was 
travelling through the state of Arkansas in 2014, I was lucky to be certified as an 
Arkansas traveller by Governor Mike Beebe and the idea of telling this story in the form 
of a song through the eyes of a passerby seems intriguing to me.  
 
Vision 
 
 The film will have a dark but saturated tone to it. This will be a suitable way to 
present this gritty peasantry world of people who are unknowingly brutal to one another 
because of lack of knowledge or perhaps due to their stubbornness. Though the village 
looks harmless and mostly welcoming at a distance, there is a sense of utter eeriness to 
it. The lighting for scenes with EYNAUD and CYSKA at night will be moody to insinuate 
intimacy and a strong bond. The moodiness will also be to mimic candles or perhaps oil 
lamps. Though building up to an intense climax with an emotional appeal, the film will 
take advantage of long takes to put us at an uncomfortable position in anticipation to a 
stronger finish. Longer takes will work best more especially for supper scenes to 
accentuate the tension that the family is going through.  
 The cleansing scene will be a little bit more stylised than the rest of the film to 
bring us into an unexpected jolt. As THE ORSLAN begins performing his rituals and 
burning Cyska’s body with a red-hot poker, the film will gradually turn from colour to 
black and white to mimic a sense darkness falling like a black velvet. We see colour 
again the next morning as DOCTOR ELBEKIND reveals what the real problem is. 
Perhaps there will be light and people’s perceptions will change. 
 Even though scenes with Eynaud running to Doctor Elbekind’s house will be the 
most energetic, the takes will still be long but with a little bit more rapid camera 
movements. This will create a sense of urgency without disrupting the pace that the film 
will have set for itself. 
 I plan to shoot this film at the Genesee Country Village because it already has 
the look of the world of my story. The Orslan will have a much more pronounced accent. 
This will mainly be to set him apart from the rest of the characters since he is described 
as one of the last remaining of his kind.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
The World/Mood 
 
 
 
 
  
Timeline 
 
Fall 2016 
 
Summer: Screenplay Drafts 1 - 3 
 
Week 2 - 3: Screenplay Drafts 4 - 6, Location scouting 
 
Week 4 - 5: Screenplay Drafts 7 - 8/9, Securing locations, Casting, Finalise Crew, 
Schedule Shoots, Reserve Equipment 
 
Week 6: Screenplay Final shooting Draft, Shotlists/Storyboards 
 
Week 7: Shotlists/Storyboards, Principal Photography 
 
Week 8: Principal Photography 
 
Week 9: Principal Photography, Ongoing Rough edits 
 
Week 10: Principal Photography, Ongoing Rough edits 
 
Week 11: Principal Photography, Ongoing Rough edits 
 
Week 12: Contingency Day, Ongoing Rough edits 
 
Week 13: 1st Rough Cut 
 
Week 14: 2nd Full Rough Cut 
 
Screenings: 3rd Rough Cut 
 
Spring 2017 
 
Week 1: 4th Rough Cut 
 
Week 4 - 9: Additional Rough Cuts, ADR, Initial music composition Rough ideas and 
correspondence with the composure. 
 
Week 10: Picture Lock, Folk ballad from the band 
 
Week 11 - 14: The Score, Colour Grading 
 
Week 14: Final Credits 
 
Week 15: Premiere/Exhibition 
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FADE IN:
INT. DINING ROOM - NIGHT1 1
A RUSTIC house.
Supper.
At the table we see EYNAUD, mid - late 20s, his wife ÇYSKA, 
20s, and his in-laws ANDEN and ISOLDE both in their 60s. 
Food is being rationed at the table - it is quite scant.
Everybody closes their eyes.
Anden has his open arms raised high above his head, pleading 
with the Supreme Being:
ANDEN
Father...bless the hands that have 
prepared this meal, that our bodies 
may be...nourished from it. Verily, 
just as you have granted us this 
bread that we’re about to break, 
you have also granted us the divine 
spirit, that is watching over us, 
that is guiding us --
(beat)
-- and therefore it is for that 
very same reason that our souls 
hunger for the food of eternal life 
and eternity as only you, can 
provide. This house is yours 
forever.
A beat.
ALL
Amen!
Anden, as if still processing the energy that had just 
overtaken the room, slowly puts his arms down.
An uncomfortable beat.
Hold.
Anden grabs the food first and then everybody follows.
CLANK...CLANK... Cutlery.
They eat in silence.
Everybody’s head is down. They eat slowly and carefully, like 
this food is the most delicate thing.
ANDEN
(eyes on his plate)
Bread and bean soup have become 
quite staple...wouldn’t you say so 
Eynaud?
A beat.
Eynaud knows where this is going: no answer.
ANDEN (CONT’D)
(off Eynaud)
I should say...I am of course, 
grateful that the Lord has been 
providing for us...but perhaps if 
you contribute a little better to 
the family, then we won’t do so bad 
after all --
(beat)
-- or perhaps it might finally be 
time to find something else to do --
ÇYSKA
Father...
ISOLDE
Anden...?
A beat.
Anden looks at Çyska and then at Isolde: a gesture that 
questions their nerve for questioning his viewpoint.
ANDEN
Both of you, what is it! 
(beat)
Is it wrong of me to have a talk 
with my son in law?
Silence.
Eynaud cannot remain silent:
EYNAUD
Dr. Elbekind came into the store to 
leave his pair of shoes for 
repair...he mentioned that he had 
travelled to a village not far from 
here and that he had been talking 
about the store, about how good my 
work has been.
(beat)
There’s hope I will see more 
customers coming in --
2.
Anden’s face registers what he has just heard.
ANDEN
(taken aback)
You talk to Elbekind?
EYNAUD
He came into the store to leave his 
shoes for repair --
ANDEN
Do not talk to that man, do not 
trust a thing he says.
(beat)
Elbekind is a despicable person. It 
has been heard that he has been 
going around telling people to turn 
to him for healing. He is 
undermining our faith...the divine 
power that is within us, a power 
that is much bigger than we are, 
and that is as good as an insult to 
this community. It’s only a matter 
of time before the Elders throw him 
out.
A beat as Anden grabs a CLOTH to wipe his hands and mouth.
ANDEN (CONT’D)
(stern)
No member of this house can be 
associated with such a man. We are 
far superior to whatever ideology 
or doctrine he preaches.
Off Anden: No one can dare to tell him any different.
INT. BEDROOM - EARLY MORNING2 2
A bright light is streaming in.
A BOOK - TITLE: “THE EVLÁVEIA: A BOOK OF PRAYERS”
A hand turns over the cover. We do not linger long enough to 
make out what is written in the book.
We see the bedroom. Small. The size of a shoebox. FIND ÇYSKA 
kneeling on a SMALL RUG in the middle of the room.
She reads from the open book in front of her: 
WHISPERS.
Blue Rev. (10/16/16) 3.
WHISPERS.
Çyska puts the open book on the floor in front of her.
She puts her hands together in prayer.
WHISPERS.
A beat.
She takes IT all in and then:
ÇYSKA
Amen.
Çyska gets up, picks up the book, folds the rug and puts 
everything away.
She takes a SMALL WOODEN BOWL full of BEADS and sits on a 
chair by the window. She is making a BRACELETS.
Eynaud enters. He has been awake for a while.
Eynaud kisses Çyska and then embraces her passionately.
A beat.
EYNAUD
(feeling around her neck 
with his hand)
You are warm...are you alright?
ÇYSKA
Me? Really? I...I feel fine.
A beat.
EYNAUD
(off bracelets)
Those are starting to look 
beautiful.
ÇYSKA
You like them?
EYNAUD
They are lovely...they will sell 
quickly.
Çyska continues working her hands as Eynaud keeps his own 
hands wrapped around her from behind.
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EXT. VILLAGE - DAY3 3
We see the village for the first time - SMALL, RUSTIC and 
DILAPIDATED with the exception of only a few nicer houses.
Çyska walks up a small, WINDING PATH.
She passes a fellow villager - an OLDER WOMAN.
OLDER WOMAN
God be with you, child.
They stop momentarily.
ÇYSKA
Oh thank you ma’m! God be with you.
OLDER WOMAN
(as she goes her way)
Cover your hair.
Çyska nods and politely abides.
INT. SHOE REPAIR STORE - DAY4 4
Leather everywhere. All kinds imaginable: SHOES, BELTS, 
SATCHELS and so on.
Eynaud sits on a chair mending a brown LEATHER BOOT.
A MAN enters, 40s, walrus-like beard.
EYNAUD
Oh, Dr. Elbekind? Good to see you.
Eynaud is a little uncomfortable.
He goes to the door to take a peek outside.
Eynaud goes to the back of the crammed room and comes back 
with something wrapped in brown paper. 
He hands it to the Doctor. 
A beat as Dr. Elbekind unwraps. SHOES.
DR. ELBEKIND
Fine job as usual...lovely, very 
nice indeed.
EYNAUD
Thank you...thank you doctor, you 
are very kind.
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Dr. Elbekind hands a couple of coins to Eynaud and heads for 
the door.
He stops.
A beat and then:
DR. ELBEKIND
(eyes outside)
You know, something has been 
troubling me for a while now.
EYNAUD
What is the matter?
DR. ELBEKIND
I know that a young man with an 
open mind like yourself, Eynaud, 
would understand me more than most.
(beat)
People of this village are naïve 
and they will continue to die of 
easily curable ailments...this 
matter saddens me greatly.
A beat.
EYNAUD
--
DR. ELBEKIND
(looks back)
Last night, a desperate mother 
sneaked a baby boy into my 
house....weary...on the 
verge...this poor child could’ve 
died if he were to spend a day 
longer without being brought to me.
It is a touchy subject, Eynaud knows he cannot engage any 
longer and therefore:
EYNAUD
Things will get better.
A beat.
Dr. Elbekind exits.
EXT. FAMILY YARD - LATE AFTERNOON5 5
Eynaud CHOPS some FIREWOOD with an AXE.
6.
CHOP...CHOP...
Anden is collecting the chopped pieces and stacking them up.
Isolde is taking down CLOTHES from the line.
INT. FRONT ROOM - CONTINUOUS6 6
Çyska chops potatoes.
She stops and slowly rubs her forehead: her face expresses 
worry. 
LABOURED BREATHING.
She takes a drink of water. GULP...GULP...
Eynaud wraps his hands around from behind, slightly startling 
her. He kisses her on the cheek.
Çyska resumes chopping.
INT. BEDROOM - EARLY MORNING7 7
Çyska opens her eyes. 
Sounds of life outside: BIRDS CHIRPING, someone HAMMERING on 
something repeatedly and so on - almost dreamy.
Eynaud is nowhere to be seen. 
Çyska is SWEATY.
She tries to get up but to her surprise, her head is utterly 
heavy. 
Slowly but with great difficulty, she gets on her feet.
EXT. FRONT YARD - CONTINUOUS8 8
Anden is fixing the ROTTEN WOODEN FENCE which is falling 
apart. The HAMMERING we have heard before is coming from him.
Still in her NIGHT DRESS, Çyska languidly walks into the 
sunshine. The sun rays seem to be blinding her.
Çyska stops. 
Motionless. 
Head slightly tilted.
7.
Anden stops hammering and looks at her.
What could be happening?
ANDEN
(approaching)
Çyska...?
No answer.
She falls flat with a THUD. 
With a LIMP, Anden rushes to her.
INT. DINING ROOM - NIGHT9 9
After supper. 
Eynaud and his in-laws sit in silence at the table. Empty 
dishes in front of them. Çyska is not with them.
ANDEN
Isolde, bring the Book of Prayers, 
we shall join hands and say a 
prayer for Çyska...this is nothing 
but a petty ailment...a 
distraction...and it shall be gone 
by morning.
Isolde does not move: she questions the request.
Hold.
ANDEN (CONT’D)
Isolde!
A beat.
ISOLDE
(softly)
Anden, it is forbidden to use the 
Book without an Elder present...the 
healing prayers cannot be treated 
like regular prayers...those 
require a higher wisdom and proper 
interpretation --
ANDEN
(shouts)
Do as I say!
Isolde, as if to put up a fight is hesitant but Anden’s 
piercing eyes propels her to move.
8.
Anden and Eynaud remain at the table.
There is an unbearable, awkward silence as the two men are 
left alone.
Hold.
Isolde enters. She hands the BOOK to Anden and goes back to 
her seat.
Anden turns the pages.
INT. ANDEN AND ISOLDE’S BEDROOM - LATER10 10
Anden is lying on the bed. Isolde sits on the edge of the 
bed, fiddling with her rapidly GREYING hair.
ISOLDE
(tears)
Anden, the girl is ill, she is 
heating up by the minute...please 
go and get Father Torrigan...I beg 
you.
A beat.
ANDEN
Isolde, it is late...a healing 
service can only be done in the 
early evening hours. I will go see 
him tomorrow.
This fails to register with her:
ISOLDE
I cannot bear the pain of losing my 
only child --
ANDEN
Do not worry, it will be alright.
(beat)
Come on...it is late, come to 
bed...Çyska will be fine. I promise 
you.
Isolde gets into bed.
INT. EYNAUD AND ÇYSKA’S BEDROOM - SAME11 11
Çyska lies on the bed. She sweats profusely.
Eynaud dabs her forehead with a DAMP TOWEL.
9.
HOLD ON EYNAUD AS:
ISOLDE (O.S.)
Anden, please go easy on 
Eynaud...for the sake of 
Çyska...for the sake of peace in 
our family.
ANDEN (O.S.)
The girl would have been better off 
with a different man...Isolde, 
don’t you see, he can barely 
provide for her --
Eynaud’s façade is eroding.
ANDEN (O.S.)(CONT’D)
-- his contribution to the family 
is barely noticeable. This is 
burdensome.
Eynaud looks towards the door.
Hold for a beat and then:
BLACK...
We hear FOOTSTEPS and then:
EXT. SOMEWHERE IS THE VILLAGE - MORNING12 12
Eynaud comes up to a house we have not seen before. This part 
of the village is slightly nicer.
He knocks. 
Dr. Elbekind appears. He notices that Eynaud is really 
troubled.
EYNAUD
Dr. Elbekind...
DR. ELBEKIND
Yes...?
A beat.
EYNAUD
I need your help...
Another beat.
10.
DR. ELBEKIND
(wide-eyed)
What is the matter?
EXT. FRONT YARD - LATER13 13
Anden slowly approaches, stops and is looking straight at us. 
His face expresses disbelief.
ANDEN
(shouts)
Isolde!
ISOLDE (O.S.)
What is it?
A beat.
Isolde approaches in the background.
ANDEN AND ISOLDE
ANDEN
What is this?
ISOLDE
I had nothing to do with it!
We hear FOOTSTEPS approaching.
Doctor Elbekind and Eynaud arrive. Doctor Elbekind has a 
SMALL BAG on his shoulder. 
Eynaud enters through the SHORT WOODEN GATE but Anden blocks 
the way for the Doctor.
The FENCE acts as a separation between the two men. 
ANDEN
(looking back at him)
Eynaud! What is this?
EYNAUD
Doctor Elbekind has come to help 
us.
ANDEN
Help us with what? 
11.
DR. ELBEKIND
If you’d let me look at her sir, I 
can help.
(beat)
I’ve treated others with the same 
symptoms before...please do not 
wait until it is way too late.
ANDEN
Who have you treated?
(beat)
People of this village believe in a 
much higher power. I find it hard 
to believe that anybody would come 
to you for anything...please leave 
our home, we are fine without 
you...God has been with us since 
the beginning.
Anden moves away from the gate and goes to Eynaud.
DR. ELBEKIND
(shouts)
She will die.
A beat.
DR. ELBEKIND (CONT’D)
Sir you are being unfair to the 
girl.
Isolde comes to the gate.
ISOLDE
I’m sorry Doctor, please go.
DR. ELBEKIND
(reaching down in his bag)
Please ma’m, try this simple 
medicine, it has worked for this 
ailment...please --
ISOLDE
(dismissing him)
We’ll talk to the Elders 
first...I’m sorry!
The Doctor is reluctant to move.
ISOLDE (CONT’D)
Doctor, please!
With these few blows, Dr. Elbekind is defeated: 
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He slowly turns away.
EYNAUD AND ANDEN - ISOLDE SLOWLY APPROACHING IN THE 
BACKGROUND, DR. ELBEKIND FADING INTO THE DISTANCE.
ANDEN
How dare you insult us like this?
EYNAUD
How is this an insult? She is not 
getting any better!
ANDEN
You will stop this! Now!
(raising his voice)
Çyska is my daughter! My own 
blood...I raised her! Me...not you.
(beat)
Do you have any idea of what you’ve 
done by bringing him here? What 
will people think of us?
EYNAUD
Oh my God! Oh my --
ISOLDE
Eynaud, do not use the name of the 
Lord like that.
A beat.
Hold.
EYNAUD
(calm but passionate)
If you have a broken leg, you can’t 
say ‘in the name of Lord my leg is 
not broken’ --
(beat)
-- because, indeed your leg is 
broken. Therefore, rather seek 
treatment and pray that the Lord 
shall speed up the healing process.
A beat.
Anden and Isolde trade a look. Thoughts: perhaps he is making 
a compelling point...but:
ANDEN
God will handle it.
(beat)
Isolde, go check on Çyska.
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Off Eynaud: Unbelievable.
INT. FRONT ROOM, DOORWAY - NIGHT14 14
Anden opens the door. FATHER TORRIGAN, 60s, enters.
Isolde joins them at the door.
ANDEN
Thank you for coming Father, I know 
your hands are probably full with 
other affairs.
Father Torrigan clearly has a lot of presence. *
A beat.
FATHER TORRIGAN
Has the room been prepared?
ANDEN
Of course...of course Father...this 
way please.
THE FRONT ROOM
Father Torrigan is quiet for a beat, eyeing the room. *
FATHER TORRIGAN
This is a healing service, a very 
important occasion...but I see only 
two lit candles.
ANDEN
I’m sorry Father, that’s all we 
have.
A beat.
Father Torrigan takes out his Book of Prayers - similar to 
the one we saw at the beginning. He opens it. 
Father Torrigan’s eyes rove around the room for a beat.
More trouble:
FATHER TORRIGAN
Why is the boy not here? Surely you 
know that all family members should 
be present during this service. 
(beat)
(MORE)
Pink Rev. (10/31/16) 14.
Mr. Thunswick, do you not attend 
the meetings? Do you not know our *
ways? *
ANDEN
--
ISOLDE
(humble)
We apologise Father, Eynaud should 
be here soon, it must have taken 
him long at work, perhaps if we 
wait for just a moment --
FATHER TORRIGAN
(stern, dismissive)
We cannot wait any longer, the *
night is upon us.
Eyes back on the Book and then to the floor from time to 
time:
FATHER TORRIGAN (CONT’D)
“Mercy! Mercy! Mercy! I have come 
to plead...but yet again to 
command...it is the corruptible 
one...the one that eats off of 
her...with vile intentions, like 
the wicked seductress.
(beat)
You, you sluggard! For how long 
shall you slumber? 
(beat)
But see...see she has slaughtered 
her meat, laid here as was at 
birth, she emerges brighter than 
the sun, blossoms like a rose and 
verily...verily posterity --”
The DOOR of the front room is opened. *
Everyone looks at the direction of the door. *
A beat.
EYNAUD - WALKING IN UNAWARE OF THE PROCEEDINGS.
He is shocked by what he sees. *
He takes it all in. *
FATHER TORRIGAN (CONT'D)
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EYNAUD *
(distraught) *
In the name of God what are you *
doing? *
FIND ÇYSKA SHIVERING AND SHUDDERING on the floor, laid down *
at their feet and stripped bare. *
Eynaud gathers the GARMENTS around her and covers her body.
FATHER TORRIGAN *
How dare you disrupt the service? *
EYNAUD
You are killing her! *
ANDEN
Eynaud!
EYNAUD
No! Stop! Stop this madness! *
FATHER TORRIGAN
(off Eynaud)
Mr. Thunswick...? How insulting! 
How sinful!
Eynaud leaves Çyska on the floor but now covered.
EYNAUD
(to Father Torrigan)
She is sick, she needs *
medicine...not you...not this book. *
FATHER TORRIGAN
(furious)
How dare you insult the Book of 
Prayers!
(beat)
Your actions and your vile words 
are going to cost this girl her 
life.
Eynaud looks at Father Torrigan for a beat and then down at 
Çyska still shuddering on the floor. *
Eynaud GRABS the Book of Prayers from Father Torrigan’s hand 
and throws it across the room.
Isolde GASPS.
Anden fails to hold himself and he SLAPS Eynaud really hard.
Time stops. *
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Eynaud does nothing.
A beat.
Father Torrigan gathers his belongings. *
FATHER TORRIGAN (CONT’D)
The Elders shall know about 
this...if she dies, it’s your own 
doing.
Father Torrigan exits.
Off Eynaud.
INT. ANDEN AND ISOLDE’S BEDROOM - LATER15 15
Anden and Isolde stand motionless in opposite ends of the 
room. 
Isolde CRIES silently.
Things did not turnout the way they were supposed to.
INT. EYNAUD AND ÇYSKA’S BEDROOM - SAME16 16
Eynaud is looking at Çyska who is lying on the bed. She is 
still. The beauty that we saw at the beginning has faded 
miserably.
Just as we begin wondering whether or not there is any bit of 
life left inside of her:
ÇYSKA
Eynaud...Eynaud...
Eynaud has never heard his name being said with so much 
vulnerability before.
He is defeated.
EXT. DR. ELBEKIND’S HOUSE - MORNING17 17
We see Eynaud’s sweating face. HEAVY BREATHS, EYES RED and 
HAIR RUFFLED. It becomes apparent that he did not get much 
sleep.
We FIND ÇYSKA in his arms. He is carrying her. She is still 
in her night garments.
They come up to Dr. Elbekind’s house.
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EYNAUD
Dr. Elbekind!
No answer.
EYNAUD (CONT’D)
Dr. Elbekind!
A beat.
Eynaud looks down at Çyska in his arms.
We see very little hope in her WEAK EYES.
EYNAUD (CONT’D)
Please...hang on, there is another 
village not far away...we will walk 
there.
EXT. OPEN FIELD - MOMENTS LATER18 18
Wind blowing.
Çyska’s WEAK EYES are fixated on Eynaud. Her head is rocking 
up and down on his chest as he walks.
FADE OUT.
Blue Rev. (10/16/16) 18.

Spotting Notes: SEEK ANOTHER LAND 
Director: Phillip Leteka 
Sound Design: Brian Langman 
Sound Editor: Mike Poppleton 
Music Composer: Eliška Cílková 
 
In:	01:00:02:23 Out: 01:02:46:14 Total Time: 01:02:43:91	
Cue Title: Family	Dinner	–	Night.	
We	are	being	introduced	to	the	characters	for	the	very	first	time.	There’s	palpable	tension	
between	the	family	members,	especially	Eynaud	(our	lead	character)	and	the	father-in-law.	
Perhaps	an	ambient	night	atmosphere	can	be	used	to	amplify	the	tension	here	–	almost	like	
the	night	is	the	one	thing	that	forces	them	to	face	and	deal	with	each	other.	
Notes:	At	01:01:44:23	to	01:01:52:10,	the	dialogue	sounds	low	like	it’s	coming	from	far	away.	
This	is	the	best	take	for	performance	as	it	shows	the	character’s	vulnerability	and	hopefully	
the	sound	can	be	salvaged	??	
 
 
In:	01:02:46:15 Out: 01:03:51:09 Total Time: 01:01:04:94	
Cue Title: A	Book	of	Prayers	–	Çyska	prays	–	Morning.	
We	are	being	introduced	to	the	religion	more	directly	by	seeing	“The	Book	of	Prayers”.	We	
are	also	being	given	a	light	hearted	moment	by	seeing	the	couple	being	jolly	with	each	before	
all	the	craziness	begins.	Ambient	sounds	of	the	village	outside	(e.g	cows,	dogs,	children	
playing,	chickens,	etc)	might	give	this	scene	more	life.	
Notes:	this	location	had	no	electricity	so	we	used	a	generator	-		its	sound	may	be	heard	in	the	
background.	Salvageable	??	
 
 
In:	01:03:51:10 Out: 01:04:16:00 Total Time: 01:01:04:90	
Cue Title: The	Village	–	Çyska	walks	about.	
Here,	we	see	the	village	for	the	first	time	–	people	going	about	their	daily	lives,	we	also	get	a	
hint	of	what	the	rules	are	and	what	people	believe	in	-	“Cover	your	hair”.	It’ll	be	good	to	hear	
more	ambient	and	atmospheric	sounds	of	the	village.	Perhaps	some	wind	as	well	since	the	
tree	leaves	are	swaying	swiftly.	
Notes:	Tone	might	need	to	be	matched	for	consistency.	
 
 
 
 
 
 
In:	01:04:16:10 Out: 01:05:05:00 Total Time: 01:--:--:--	
Cue Title: The	Shoe	shop	–	Eynaud	and	Dr.	Elbekind.	
We	see	our	lead	character,	Eynaud	at	his	workplace.	We	also	meet	Dr.	Elbekind,	of	whom	
we’ve	learned	from	the	first	scene	that	he’s	a	pariah.	It’ll	be	good	to	hear	more	ambient	and	
atmospheric	sounds	of	the	village	outside.		
Notes:	The	dialogue	need	some	boosting	–	sounds	far	away.	There	might	be	a	boom	bump	
sound	at	01:04:46:20.	
	
	
	
In:	01:05:05:15 Out: 01:06:07:00 Total Time: 01:--:--:--	
Cue Title: Wood	chopping,	intercutting	with	Çyska’s	potato	peeling.	
Something	strange	is	happening	in	scene	–	Çyska	is	getting	sick	and	she’s	shocked	by	the	way	
her	body	is	reacting.	She	and	Eynaud	are	joined	by	their	labour.	We	snap	out	of	the	scene	
early	to	signify	Eynaud	missing	signs	of	illness.	It’ll	be	good	to	hear	more	ambient	and	
atmospheric	sounds	of	the	village	outside.	Playing	around	with	the	direction	of	the	sound	will	
be	quite	interesting	here.	
Notes:	The	generator	is	louder	and	much	more	noticeable	here.	I’m	hoping	there’s	a	way	to	
take	it	out.	
 
 
In:	01:06:07:00 Out: 01:07:26:20 Total Time: 01:--:--:--	
Cue Title: Çyska	waking	up,	extremely	sick.	
Çyska	is	very	sick	now,	the	camera	is	close	on	her	–	the	world	is	fading	away.	This	should	feel	
almost	dreamy.	OVER	BLACK:	Outside	ambience	and	atmosphere	(e.g	birds,	children’s	
laughter,	etc)	sounding	distant.	Once	she	gets	outside,	we	are	using	the	sound	of	the	geese	
to	signify	that	something	strange	is	happening.	This	is	another	scene	where	surround	sound	
could	have	an	interesting	effect.	Perhaps	adding	a	little	of	the	wind	outside	could	have	an	
interesting	effect	as	well	especially	she’s	outside.		
Notes:	There’s	a	noise	of	what	sounds	like	traffic	or	perhaps	a	plane	at:	01:06:58:20.	There’s	
also	noise	of	what	might	have	been	the	lav	against	his	clothing	or	something	as	he	runs	
towards	her.	
 
 
In:	01:07:27:21 Out: 01:08:54:06 Total Time: 01:--:--:--	
Cue Title: Supper,	Çyska	not	at	the	table.	
This	scene	mirrors	the	first	scene	except	Çyska	is	not	at	the	table	and	the	tension	has	risen	to	
the	extremes.	Sound	could	be	same	as	in	the	first	scene.	Non-diegetic	sounds	of	someone	
looking	for	something	would	be	nice	at:	01:08:33:05	while	the	mother	is	away	from	the	table	
to	get	the	book	–	perhaps	in	surround.	
Notes:		
 
 
 
 
In:	01:08:56:02 Out: 01:10:03:14 Total Time: 01:--:--:--	
Cue Title: Bedroom	scenes	intercutting.	
Eynaud	overhears	his	in-laws	and	therefore	at:	01:09:04:15	to	01:09:20:02	the	dialogue	is	off	
screen	and	should	sound	like	it	is	coming	from	another	room.	This	happens	again	at:	
01:09:47:01.	
Notes:		
 
 
In:	01:10:03:15 Out: 01:12:55:21 Total Time: 01:--:--:--	
Cue Title: Dr.	Elbekind	comes	to	the	house.	
Eynaud	is	getting	desperate	day	in	and	day	out.	He	brings	Dr.	Elbekind	to	the	house	to	try	and	
convince	his	in-laws	to	let	him	examine	Çyska.	This	is	a	disgrace	to	their	family	and	they	feel	
insulted	–	tension	ensues.	The	scene	is	covered	in	a	lot	of	wide	shots	that	beg	to	be	filled	
with	both	diegetic	and	non-diegetic	sounds	of	the	surroundings	to	give	it	more	energy.	Trees	
are	being	blown	by	the	wind	at:	01:10:42:22	and	perhaps	it	will	be	nice	to	add	wind	sounds	
as	with	the	rest	of	the	scene	–	the	wind	can	almost	be	used	like	“music”	for	this	scene.	
Chickens	can	be	heard	in	the	background	at:	01:12:42:20	and	it	would	be	nice	if	this	can	
come	to	play	throughout	the	scene.	
Notes:	There’s	noise	–	distant	traffic,	mic	bumps,	etc	and	hopefully	can	be	filtered	??	Dr.	
Elbekind’s	off	screen	line	“she	will	die”	at:	01:11:10:10	sounds	a	bit	distorted	at	it’s	peak	–	
perhaps	it	could	be	salvaged?	Eynaud’s	dialogue	“if	you	have	a	broken	leg…”	at:	01:12:12:09	
from	his	lav	sounds	quite	thin	and	dry	–	a	high	frequency?	The	same	goes	for	the	father-in-
law’s	“God	will	handle	this”	at:	:	01:12:39:16.	
 
 
In:	01:12:55:22 Out: 01:15:31:18 Total Time: 01:--:--:--	
Cue Title: The	Prayer	Ceremony.	
This	is	the	big	moment	that	the	film	has	been	preparing	us	for	–	there	is	no	turning	back,	it	is	
now	or	never.	Everyone	will	be	tested	in	this	scene,	our	lead	character	will	be	pushed	to	the	
very	limit	and	he	should	finally	stand	up	against	conformity	that	has	wrecked	his	world	for	as	
long	as	he	can	remember.	This	scene	will	have	music	accompanying	it,	carrying	it	to	the	very	
apex.	It’ll	mostly	be	unconventional,	experimental	-	stringed	instruments	being	“messed	
with”.		
Notes:		The	off-screen	whimpering	of	the	woman	on	the	floor	starting	at:	01:13:20:23 was	re-
recorded	and	added	afterwards.	It’d	be	great	if	it	can	be	made	to	sound	like	it’s	in	the	room.	
The	whimpering	also	need	to	be	low	as	it’ll	play	out	like	music	in	parts	that	don’t	have	music	
within	the	scene.	I	think	it’ll	be	interesting	to	play	around	with	surround	sound	in	this	scene.	
 
 
In:	01:15:39:12 Out: 01:15:58:00 Total Time: 01:--:--:--	
Cue Title: The	Aftermath	–	Bedroom.	
Things	didn’t	go	according	to	plan.	The	in-laws	are	regretful	and	also	distraught	–	Eynaud	is	
also	distraught	but	he	must	act	and	act	fast.	I	imagine	silence	will	play	a	big	part	here	so	
maybe	the	audio	can	be	as	clean	as	possible.	Everyone	is	in	lamentation.	
Notes:		
 
 
In:	01:15:58:01 Out: 01:--:--:-- Total Time: 01:--:--:--	
Cue Title: Seeking	Another	Land.	
The	time	has	come.	Eynaud	has	taken	matters	in	his	own	hands,	he	has	waited	for	way	too	
long.	There’s	no	guarantee	that	there’ll	be	success	up	ahead	but	we’ll	take	a	chance	anyway.		
Notes:	There’ll	be	music	at: 01:16:28:23 and	it’ll	continue	into	the	end	credits.	
 
 
General notes: 
 
I imagine the sound will help tell this story in a way that perhaps the picture can’t. I’ll 
also be quite happy to be surprised by anything good that I might not have 
mentioned above. 

Spotting Notes: SEEK ANOTHER LAND 
Director: Phillip Leteka 
Music Composer: Eliška Cílková 
Sound Design: Brian Langman 
 
 
In:	01:05:26:04 Out: 01:06:07:03 Total Time: 01:--:--:--	
Cue Title: Wood	chopping,	intercutting	with	Çyska’s	potato	peeling.	
Something	strange	is	happening	here	–	Çyska	is	getting	sick	and	she’s	shocked	by	the	way	her	
body	is	reacting.	Perhaps	she’s	more	shocked	that	we	are.	She	and	Eynaud	are	joined	by	their	
labour.	We	snap	out	of	the	scene	early	to	signify	Eynaud	missing	signs	of	her	illness.	I	imagine	
the	music	to	be	subtle	but	yet	complex	here	–	it	should	slowly	inform	us	that	something	
rather	unusual	is	about	to	follow.	It	will	build	up	and	then	abruptly	cut	as	the	scene	snaps	to	
black.	It’s		almost	like	we	are	being	given	a	taste	of	the	worst	events	that	are	about	to	follow.	
Notes:	The	generator	noises	in	the	background	will	cleaned	and	taken	out	by	the	sound	
designer.	
 
 
In:	01:13:30:23 Out: 01:15:39:11 Total Time: 01:--:--:--	
Cue Title: The	Prayer	Ceremony.	
This	is	the	big	moment	that	the	film	has	been	preparing	us	for	–	there	is	no	turning	back,	it	is	
now	or	never.	Everyone	will	be	tested	in	this	scene,	our	lead	character	will	be	pushed	to	the	
very	limit	and	he	should	finally	stand	up	against	conformity	that	has	wrecked	his	world	for	as	
long	as	he	can	remember.		I	imagine	the	music	to	finally	shine	here.	The	score	should	be	
more	complex,	unconventional	and	rather	unsettling.	I	imagine	stringed	instruments	–	
perhaps	it	should	start	with	some	kind	of	a	hum	and	slowly	build	up	into	something	rather	
disorienting.	It	will	keep	building	up	until	it	abruptly	cuts	at:	01:14:07:16 when	Eynaud	(the	
lead	character)	enters,	disrupting	the	ceremony.	It	should	almost	feel	like	we	are	being	taken	
out	of	a	deep	meditative	moment.	
The	music	can	start	up	again	at:	01:15:03:09 where	Eynaud	is	about	to	throw	the	Book	across	
the	room	until	after	the	slap	at:	01:15:37:07. Perhaps	it	should	kind	of	fade	out	at	this	point.	
Notes:		
 
 
In:	01:15:42:22 Out: 01:15:58:17 Total Time: 01:--:--:--	
Cue Title: The	Bedroom	–	aftermath.	
Things	didn’t	go	according	to	plan.	The	in-laws	are	regretful	and	also	distraught	–	Eynaud	is	
also	distraught	but	he	must	act	and	act	fast.	I	imagine	here	the	music	should	very	simple	and	
quite	stripped	down.	Everyone	is	in	lamentation.	
Notes:		
 
 
In:	01:16:28:23 Out: 01:--:--:-- Total Time: 01:--:--:--	
Cue Title: Seeking	Another	Land.	
The	time	has	come.	Eynaud	has	taken	matters	in	his	own	hands,	he	has	waited	for	way	too	
long.	I	imagine	the	music	should	give	us	the	sense	that	we’re	leaving	–	leaving	shallow	waters	
and	embarking	on	a	new	journey.	There’s	no	guarantee	that	there’ll	be	success	up	ahead	but	
we’ll	take	a	chance	anyway.	This	will	continue	into	the	end	credits.	
Notes:		
 
 
General notes: 
 
Perhaps the music can help tell the same story in a way that the picture can’t. 
Hopefully the two can complement each other rather than one overshadowing the 
other.  
I imagine the music can have some unconventional, disorienting, and unsettling 
quality to it. 
Perhaps the music should also feel complex but yet subtle as well. Then it will not call 
any kind of unwanted attention to itself.  
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Appendix F: Credits 
 
 
 
 
 
